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Choose Your Own Adventure: Scaffolding Multi-Movement Analysis through Haydn’s 
Sonata in C Major, Hob. XVI:10 
by Angela Ripley 




By analyzing complete multi-movement works, students deepen their understanding of music analysis 
and consider relationships among diverse musical features. Haydn’s Sonata in C Major, Hob. XVI:10, 
provides an accessible piece for undergraduate students to analyze at several different levels of study. 
In this article, I outline three pedagogical journeys to guide students through this concise three-
movement keyboard sonata. During their respective journeys, Theory II students explore motifs, 
cadences, and small forms; Theory III students investigate interactions between chromatic harmony 
and form; and Form and Analysis students map a trajectory through all three movements and compare 
the sonata-form outer movements. As students’ levels of experience increase, the progression between 
journeys shifts from collaborative projects with extensive peer support to independently completed 
assignments. Types of assignments similarly progress from an oral presentation to a brief essay to an 
essay of moderate length. Guidelines and rubrics for the assignments appear throughout the article, 
and I share analytical observations pertaining to each assignment. I also suggest topics for an additional 
graduate-level journey that engages with Hepokoski and Darcy’s Sonata Theory. Like a destination that 
remains the same but delights each group of travelers in a different way, Haydn’s Hob. XVI:10 provides 
an intriguing venue for students to explore at multiple stages of their music-theoretical studies. 
 
I. Introduction: Three Pedagogical Journeys 
 
Students in core music theory courses often spend their time analyzing brief musical excerpts that 
demonstrate course concepts as clearly as possible, and that accommodate undergraduate students’ 
developing skills in music analysis. While such examples are helpful for initial introductions to new 
topics, students also benefit from examining entire pieces or movements in some depth. Prioritizing 
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depth over breadth, Brian Alegant encourages students and instructors to spend several classes 
exploring the same piece and developing a meaningful understanding of the work.1  
 
If it is sometimes difficult to allocate enough time to analyze a complete movement, it can prove even 
more challenging to carve out time for a thorough exploration of a multi-movement piece. However, 
examining multi-movement compositions can help students connect their academic and applied 
work—after all, many students play or sing multi-movement pieces in their lessons or ensembles—and 
prepare students to continue analyzing music during their professional careers. 
 
In this article, I propose Joseph Haydn’s Sonata in C Major, Hob. XVI:10, as a versatile piece for 
teaching students to analyze a multi-movement work. This keyboard sonata consists of three 
movements: Moderato, Menuet and Trio, and Finale–Presto. All three movements begin and end in C 
major. The sonata offers a variety of topics in harmony and form that are appropriate for multiple 
levels of undergraduate study. Both outer movements are in sonata form, with expositions that 
modulate from I to V. The third movement also includes a foray into the minor dominant before 
returning to the originally proposed major mode. Within the compound-ternary form of the second 
movement, the Menuet presents a rounded, balanced, sectional binary form, and the Trio presents a 
simple continuous binary form.2 Opening and closing in C major, the Menuet includes a modulation 
to V; the Trio begins and ends in C minor, with an internal modulation to III. The total length of all 
three movements is six pages (score available here). The brevity and C-major tonic of this work render 
it accessible for students with varying levels of music-theoretical experience. I have successfully used 
this piece at a small liberal arts college and a large university, with students ranging from freshmen 
enrolled in Theory II to juniors and seniors enrolled in a writing-intensive form and analysis course.  
 
 
1 Brian Alegant, “On ‘Scuba Diving,’ or the Advantages of a Less-Is-More Approach,” Engaging Students: Essays in Music 
Pedagogy 2 (2014), http://flipcamp.org/engagingstudents2/essays/alegant.html. 
 
2 This terminology reflects the approach of Steven G. Laitz in The Complete Musician: An Integrated Approach to Tonal 
Theory, Analysis, and Listening, 3rd ed. (New York: Oxford University Press, 2012), 390–94, 502. 
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To guide students through this piece, I have developed three pedagogical journeys, which are 
respectively designed for students enrolled in Theory II, Theory III, and Form and Analysis. By 
completing these journeys, students 
• develop a broader perspective of music analysis by engaging with an entire multi-movement 
work within parameters appropriate to their level of experience, 
• cultivate music-analytical insights by considering relationships among multiple aspects of the 
piece, 
• deepen their understanding of the relevance of music analysis to performance, 
• improve their oral and written communication skills, and 
• apply any prior knowledge of advanced music-theoretical topics to inform their analysis of the 
piece. 
 
A summary of all three pedagogical journeys appears in Figure 1. I usually refrain from using more 
than one of these journeys with the same group of students; however, students who encounter this 
piece in Theory II may profitably re-engage with the piece in Form and Analysis. The progression 
between journeys is scaffolded to move from extensive peer support to independent work as students’ 
levels of experience increase.  
 
When introducing these assignments to my students, I play a recording of the entire piece during 
class—listening to all three movements, with repeats, takes less than ten minutes. By listening to the 
piece during class, students obtain a broad overview of the piece before focusing on detailed aspects of 
individual movements. I emphasize the importance of aural engagement throughout the analytical 
process. For instance, I help students recognize key changes without accompanying changes in key 
signature by instructing students to listen for possible tonal disjunction when moving from the end 
back to the beginning of repeated sections. I also encourage students to listen for cadence locations 
and melodic returns. 
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I will now outline each pedagogical journey. Copies of assignment guidelines and rubrics appear as 
figures throughout the article, and I share my own analytical observations in conjunction with each 
assignment. Multiple paths connect the remaining modular sections, and I invite readers to explore 
the paths they find most compelling. For example, while it is possible to read the following sections in 
order, it is also possible to begin with the advanced assignment outlined in Section IV and proceed 
through the other assignments in descending order of difficulty. While the structure of this article 
emphasizes the independence of each assignment, it is worth noting that students encounter these 
assignments as journeys for which the instructor has already planned the itinerary. 
 
II. Motifs, Cadences, and Small Forms in Theory II 
 
The journey designed for Theory II students synthesizes the topics covered by the midpoint of my 
course: second-inversion triads, motivic transformations, cadences, and small forms (i.e., periods, 
Figure 1: Summary of Pedagogical Journeys 
 
 Journey 1 Journey 2 Journey 3 
Student Level Theory II Theory III Form and Analysis 
Group or 
Individual 
Group Group and Individual Individual 
Repertoire 
Focus 
Each group focuses on a single 
movement, learning about 
other movements from peer 
presentations 
Primarily one movement, but 
assignment spans all three 
movements 
All three movements 
Analytical Topics x Keys and cadences 
x Harmonic analysis 
x Motifs 
x Second-inversion triads 
x Small forms (periods, 
sentences, phrase groups) 
x Overall form (based on 
departure and return) 
x Performance implications 
x Keys and cadences 
x Chromatic harmonies 
x Overall form of each 
movement 
x Small forms (periods, 
sentences, phrase groups) 
x Interactions between 
chromatic harmonies and 
form 
x Performance implications 
x Form of each movement–
both overall form and 
smaller forms within 
movements 
x Comparison/contrast of 
first and third movements–
formal structure and 
interactions with 
parameters such as melody, 
harmony, and texture 
x Trajectory of the piece (all 
three movements)–possible 
avenues for discussion 
include tonal structure, 




Class presentation, analyzed 
score, formal diagrams, notes, 
handout 
350- to 500-word essay 
(framed as letter to friend), 
analyzed score 
4- to 5-page essay, analyzed 
score, formal diagrams 
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sentences, and phrase groups). Students work together in groups of three or four to analyze one 
movement of the piece and present their findings to the class with a discussion of how their analysis 
could inform a performance of that movement. Instructions for this assignment appear in Figure 2, 
and the rubric I use to evaluate the assignment appears in Figure 3. I find that the assignment is 
equally beneficial and equally challenging for students regardless of which movement they choose to 
analyze. For instance, the harmonic rhythm of the second movement is faster than that of the third, 
which helps to offset the difference in length between these movements.  
 
Each movement demonstrates the topics listed above; however, some movements demonstrate 
certain topics more clearly than others. For example, the opening motif of the first movement (bar 1.1) 
appears frequently throughout this monothematic sonata. Transformations of the motif include tonal 
transposition up a major third (bar 1.2) and real transposition up a perfect fifth (bar 9). A related form 
of the motif that combines the retrograde of the original with a tonal inversion of the last two notes 
appears in bar 10 and is itself transposed in bar 29 and bar 48 (see Example 1).  
 
 
Example 1: Haydn Keyboard Sonata in C, Hob. XVI:10/i,  














Original Motif           Tonal Transposition          Real Transposition  
          (up M3)           (up P5) 
 
Related Motif           Tonal Transposition          Real Transposition  
          (down m6)           (down P5) 
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Figure 2: Theory II Assignment Guidelines 
 
 
Working together with two or three of your classmates, you will analyze one movement from Haydn’s 
Sonata in C Major, Hob. XVI:10. You will present your analytical findings to the class, with 
accompanying written materials. Finally, you will reflect on both your contributions to the group’s 
presentation and the contributions of your fellow group members. 
 
What to Submit: 
 
March 5 (Thursday) 
x A single analyzed score that reflects your group’s analysis 
x Typed notes summarizing the analytical highlights you plan to share with the class 
x Diagrams (separate from the score) of any periods or sentences you find 
x If your group uses PowerPoint or other presentation software, send a copy of this presentation 
to the instructor via e-mail 
March 6 (Friday) 
x Self- and peer-evaluation form for each member of your group 
 
Analyzing the Movement: 
 
x Listen several times to a recording of the piece. Pay close attention to tonal areas (different 
keys) and consider aspects of departure and return that contribute to the overall form of the 
movement. If material returns, note whether it returns in its original key or in a different key. 
x Complete a Roman-numeral analysis. If you discover chromatic harmonies that you’re not sure 
how to analyze, provide lead-sheet symbols for these chords. 
x Identify any second-inversion triads by type. 
x Locate the cadences in this movement and label them by key and type. 
x Find any periods, sentences, or phrase groups that appear in this movement. Draw diagrams 
on a separate sheet of paper to reflect these forms (include “umbrella” diagrams, measure 
numbers, cadence keys and types, subphrase/phrase labels, name of the form, etc.). 
x Choose one or two motifs that seem especially prominent in this movement. Show examples of 
these motifs throughout the score and discuss ways in which they are transformed (e.g., 
through transposition, inversion, fragmentation, change of interval, sequence, etc.). 




Prepare a ten-minute presentation to share with the class. All members of the group should 
participate equally in this presentation. Refer to specific examples from the score and support your 
presentation with any visual aids (e.g., handouts, writing on the board, etc.) that will help the 





Your project will be graded according to the accompanying rubric. 
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Figure 3: Theory II Assignment Rubric 
 
 
           Student:  
 
 
 Objectives: Excellent: Competent: Not Yet 
Competent: 
Shows mastery of 






of concepts and 
skills, but makes 
minor errors and/or 
lacks ability to 
contextualize 
Cannot apply 
concepts at a level 
appropriate for this 






Roman numerals and 
lead-sheet symbols 
   
  Cadences and keys    
Motifs    
Second-inversion triads    
Periods, sentences, and  
phrase groups 
   
Large-scale form:  
departure and return 
   









Use of score    
Organization, preparation    
Presence, delivery, poise    
Ability to respond to 
question(s) 













Presentation notes    
Score annotations and  
form diagrams 
   
 
Self- and peer-evaluation    
 
8 
Ripley, Angela. “Choose Your Own Adventure: Scaffolding Multi-Movement Analysis Through Haydn’s Sonata in C 
Major, Hob. XVI:10.” 
HAYDN: Online Journal of the Haydn Society of North America 10.2 (Fall 2020), http://haydnjournal.org.   
© RIT Press and Haydn Society of North America, 2020.  Duplication without the express permission of the author, RIT Press, and/or the 
Haydn Society of North America is prohibited.  
     
 
Cadences are clear and abundant in all three movements. Multiple half cadences (HC) and perfect 
authentic cadences (PAC) appear in each movement, and the first two movements contain root-
position imperfect authentic cadences (IAC). Providing the most cadential variety, the second 
movement also includes plagal cadences (PC). For a summary of the cadences in each movement, see 
Figure 4.  
 
 
As a possible avenue for class discussion, instructors can ask students to compare the rhetorical 
strengths of several cadences of the same type. For instance, students might consider aspects such as 
texture and dynamics when comparing the respective PACs in bars 78, 88, and 94 of the third 
movement (see Example 2).  
 
Figure 4: Summary of Cadences 
 






Half Cadence (HC) I: bars 8, 36, 46 
vi: bar 31 
i: bars 30, 38 I: bars 10, 54, 68 
v: bar 26 
i: bar 84 




I: bars 4, 42 
V: bar 25 
V: bar 12 N/A 
Perfect Authentic 
Cadence (PAC) 
V: bars 16, 21 
I: bars 54, 59 
I: bars 8, 26 
V: bar 16 
III: bar 34 
i: bar 44 
V: bars 20, 30, 36 
I: bars 78, 88, 94 
Example 2: Haydn Keyboard Sonata in C, Hob. XVI:10/iii,  




C: PAC    C: PAC       C: PAC 
 
9 
Ripley, Angela. “Choose Your Own Adventure: Scaffolding Multi-Movement Analysis Through Haydn’s Sonata in C 
Major, Hob. XVI:10.” 
HAYDN: Online Journal of the Haydn Society of North America 10.2 (Fall 2020), http://haydnjournal.org.   
© RIT Press and Haydn Society of North America, 2020.  Duplication without the express permission of the author, RIT Press, and/or the 
Haydn Society of North America is prohibited.  
     
 
Cadential six-four chords, which prepare many of the previously mentioned cadences, are the most 
frequently used type of second-inversion triad in the sonata. The third movement also includes pedal 
six-four chords; for example, the opening six bars show a large-scale pedal IV6/4 that invites students 




The clearest examples of periods and sentences appear in the second movement. As shown in 
Example 4, for instance, the first eight bars of the Trio form a modulating parallel period, with a i:HC 
in bar 30 succeeded by a III:PAC in bar 34.  
 















I: HC MC 
basic idea (b.i.) 
continuation (with fragmentation) 
b.i. b.i. 
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Other examples appear in the first and third movements. For instance, the first movement’s 
secondary theme consists of an eight-bar sentence (bars 9–16, see Example 5), and the third 
movement opens with a sentence that is expanded by an additional repetition of the basic idea (bars 
1–10, see Example 3).3 Finally, bars 1–8 of the first movement can be analyzed as a phrase group 
because the HC that ends the second phrase is less conclusive than the IAC that ends the first phrase 
(see Example 6).  
 
 
3 For a discussion of sentence form, see William E. Caplin, Classical Form: A Theory of Formal Functions for the 
Instrumental Music of Haydn, Mozart, and Beethoven (New York: Oxford University Press, 1998), 35–48. 
 














                Fr +6       V 
                            V            I 
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I: HC MC 
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Although my Theory II students have not yet learned about binary, ternary, and sonata forms, I 
encourage students to consider the overall form of each movement by focusing on elements of tonal 
and motivic departure and return. Asking students to indicate whether material returns in its original 
key or a different key lays a foundation for considering tonal aspects of form in future courses. In a 
more immediate context, students’ experience with this assignment prepares them for their final 
course project: an individually completed analysis of a brief piece or movement from their applied 
repertoire, which students present to the class with accompanying handouts, musical examples, and 
suggestions for performance. 
 
III. Chromatic Harmony and Form in Theory III 
 
Designed for students near the end of a Theory III course that encompasses topics such as 
tonicization and modulation, other chromatic harmonies (mode mixture, Neapolitan chord, 
augmented-sixth chords), and an introduction to larger forms (binary, ternary, sonata), the second 
pedagogical journey moves from a group-completed analysis to a brief, individually completed essay. 
In their 350- to 500-word essays, students investigate interactions between chromatic harmony and 
form across all three movements of the piece. Students work together in groups of three or four to 
analyze a single movement before forming different groups that include students who analyzed other 
movements. In their new groups, students become ambassadors who share their analyses so everyone 
gains a working understanding of all three movements. Students frame their essays as letters to 
friends who are learning to play this piece and provide suggestions for how their analyses can inform 
their friends’ performances.4 Instructions for this assignment and the associated rubric appear in 
Figures 5 and 6, respectively. To promote student success, I clarify my expectations for the 
assignment by distributing the rubric in advance. I also streamline the grading process by using 
detailed language to describe the criteria for each possible grade.  
 
4 The brevity and rhetorical focus (addressing a friend) of this essay recall the “postcard” assignments I develop in “Post-
Tonal Postcards: Communicating Analysis and Reflection through Prose Writing,” Journal of Music Theory Pedagogy 34 
(forthcoming). Each postcard assignment consists of a 300- to 500-word essay and a single page of musical examples, 
and students address each assignment to a different recipient. My Theory III assignment differs from the above by 
including an analyzed copy of the full score rather than limiting musical examples to a single page. This choice is 
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Figure 5: Theory III Assignment Guidelines 
 
 
Working together with several of your classmates, you will analyze one movement from Haydn’s 
Sonata in C Major, Hob. XVI:10. You will share your group’s analysis with members of groups who 
analyzed other movements of this sonata so every member of the class has a working understanding 
of all three movements. Finally, you will write an individually completed essay that incorporates 
analytical information from all three movements of the sonata. 
 
What to Submit: 
November 20 (Wednesday): 
x An analyzed copy of your group’s assigned movement 
     November 25 (Monday): 
x Analytical essay addressing the assigned theme and recipient 
x A copy of the entire score with annotations that support your essay 
 
Analyzing the Movement: 
x Listen several times to a recording of the movement. 
x Locate cadences and label them by key and type.  
x Analyze the form of the movement (both its overall form and the smaller formal units within 
the movement). 
x Find and analyze any chromatic harmonies that appear in this movement. Provide Roman 
numerals for these chords. 
 
Analytical Essay: 
x Theme: Interactions between chromatic harmonies and aspects of musical form throughout 
all three movements of the sonata. Support your analytical observations with examples from 
the score (refer to specific measure numbers). Questions to consider include the following: 
o What chromatic harmonies appear in this piece (e.g., secondary dominant chords, 
secondary leading-tone chords, mode mixture, Neapolitan chord, augmented-sixth 
chords)? 
o Where do these chromatic harmonies appear (e.g., in stable sections of a form, in 
transitional passages, etc.)? 
o How do chromatic harmonies contribute to a musical narrative for this piece? 
o What could a performer do to convey the interactions between chromatic harmonies 
and form to an audience? 
x Recipient: Frame your essay as a letter to a friend who is learning to play this sonata. Include 
specific suggestions for ways that your analysis can inform your friend’s performance. 
x Length and format: Your essay must be 350–500 words long, typed in a 12-point font and 
double-spaced, with 1-inch margins. Include your word count at the end of the essay. 
 
Schedule: 
x November 15 (Friday): Introduction to project; sign up for groups and movements 
x November 18 (Monday): Meet with group to analyze movement 
x November 20 (Wednesday): Share analysis with classmates who analyzed other movements; 
bring copies of annotated score (6 copies for a three-person group; 8 copies for a four-person 
group) 
x November 25 (Monday): Analytical essay due 
 
Grading: 
Your project will be graded according to the accompanying rubric.  
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Figure 6: Theory III Assignment Rubric 
 Excellent Competent Not Yet Competent 
Process    
10% 
Contributes meaningfully 
to group analysis. Clearly 
and accurately shares 
analytical observations 
with members of other 
groups. Provides 
accurately annotated 
copies of the group’s 
analyzed score. 
Participates in group 
analysis. Shares 
analytical observations 
with members of other 
groups, with some 
confusion or 
inaccuracies. Provides 
copies of the group’s 
analyzed score. 
Unexcused absence 
from either or both 
group activities during 
class. Does not provide 
copies of the group’s 
analyzed score. 
Annotated Score  
(Entire Sonata)    
10% 
 
All pertinent musical 
events are marked on the 
score. Annotations are 
correct, clear, and easily 
legible. 
Most pertinent musical 
events are marked on 
the score. Some errors 
or omissions. 
Annotations are fairly 
clear and legible. 
Score is not annotated; 
or score is annotated, 
but with significant 
errors and omissions. 
Annotations are sloppy 
or unreadable.  




are thorough and 
consistently accurate. 
Examples come from all 
three movements of the 
sonata. 
Analytical observations 
are mostly thorough 
and accurate. Some 
errors or omissions. 
Examples come from 
two movements of the 
sonata. 
Analytical observations 
are not sufficiently 
thorough or accurate. 
Many errors or 
omissions. Examples 
come from a single 
movement of the 
sonata. 





original insight. Shows 
clear interactions 
between chromatic 
harmonies and aspects of 
musical form. 
Mostly correct but 
routine or superficial 
discussion. Discusses 
chromatic harmonies 
and aspects of musical 
form separately, but 
with minimal 
interactions. 
Minimal discussion of 
chromatic harmonies 
and aspects of musical 
form. Significant or 
pervasive errors. 
Essay (Recipient  
and Performance 
Suggestions)    
15% 
Tone is appropriate for 





Tone is generally 
appropriate for the 
intended recipient. 
Mostly correct but 
routine suggestions for 
analytically informed 
performance. 
Tone is inappropriate 





Essay (Clarity)    
15% 
Efficient writing. 
Leads reader through a 
clear discussion of the 
student’s analysis. 
Contains superfluous or 
confusing material. 
Some grammatical or 
spelling errors. Some 
things introduced but 
not explained. 
Makes little sense. 
Many grammatical or 
spelling errors. Reader 
cannot understand the 
points being made. 
Essay (Organization)   
15% 
Flows well. Leads 
smoothly between the 
score and analytical 
discussion. The reader 
can easily follow along 
with the score. Length 
and format of essay 
follow assignment 
guidelines. 
Contains some skipping 
around or mechanical 
listing of formal 
features and chromatic 
harmonies but is 
reasonably organized. 
The reader can 
generally follow along 
with the score. Length 




various formal and 
harmonic issues. The 
reader finds it difficult 
to follow along with the 
score. Length and 
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Chromatic harmonies in the first movement appear exclusively in the development section of this 
sonata. Opening in V, the development modulates to vi, where an HC in bar 31 precedes a circle-of-
fifths sequence that briefly tonicizes ii on the way back to I for the arrival of the recapitulation in bar 
39. 
 
Few chromatic harmonies appear in the second movement; indeed, the Menuet is entirely diatonic. 
While the Trio is also primarily diatonic, select chromatic harmonies underscore the contrasting 
nature of the Trio. For example, a French augmented-sixth chord intensifies the motion toward the 
dominant in the first cadence of the Trio, an HC in C minor (see Section II, Example 4, bars 29–30). 
The first section of the Trio’s binary form modulates to the relative major. Preparing to return to tonic 
in the second section, a secondary dominant of F minor destabilizes E-flat as tonal center by raising 
E-flat to E-natural in bar 35. 
 
Chromaticism runs rampant in the third movement. The development hosts two consecutive 
harmonic sequences, both of which employ secondary dominants to propel the harmonic motion 
forward (see Example 7). An ascending-second sequence occupies bars 46–51; inversions and 
interpolated passing chords smooth out the bass line. After beginning on I, this sequence tonicizes ii 
and iii. A feint toward tonicizing IV simultaneously concludes the rising motion of the sequence and 
launches a descending-second sequence (bars 51–54) traversing the circle of fifths before arriving on 
the prolonged dominant (bars 54–58) that ushers in the recapitulation in bar 59. Surprisingly, the 
ascending sequence from the development is foreshadowed in the secondary theme zone of the 
exposition (bars 14–19) and later reprised in the recapitulation (bars 72–77). Both instances include 
tonicizations of V and vi.  
 
The most startling example of chromaticism in the third movement is an extended interpolation of 
material in the minor dominant that follows hard on the heels of the exposition’s first V:PAC (see 
Example 8). After the forte cadence in bar 20, a sudden drop to piano accompanies the abrupt shift to 
v that persists until the anacrusis to bar 27, where V returns after a tonicized HC. A corresponding 
foray into the tonic minor appears in bars 79–84 of the recapitulation.  
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v: HC PMC 
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As an alternative to the essay assignment, instructors can assign topics for oral presentations by 
individuals or pairs of students. Possible topics include tonal areas and means of modulation; small 
forms (periods, sentences, phrase groups); the overall form of each movement; harmonic sequences; 
secondary dominant chords; secondary leading-tone chords; and other chromatic harmonies (mode 
mixture, Neapolitan chord, augmented-sixth chords). Students draw examples of their topics from all 
three movements, as applicable, and present their findings to the class. Since large classes may not 
have enough topics or time to accommodate presentations by all the students, this version of the 
assignment is better suited to small classes. 
 
 
IV. Form and Analysis: Surveying Three Movements 
 
The most advanced pedagogical journey is designed for students nearing the end of an upper-level 
undergraduate course on form and analysis. Students analyze all three movements independently and 
present their analytical findings in a four- to five-page essay. Reflecting the broad scope of the 
assigned analysis and the focus of the course on musical form, I do not require students to complete a 
Roman-numeral analysis of the piece. Instead, students aurally identify the locations of phrases, 
cadences, and larger segments of musical form, “zooming in” when necessary to confirm the broad 
strokes of their analyses. The instructions and rubric for this assignment appear, respectively, in 
Figures 7 and 8. Although students analyze the piece independently, I lead a brief class discussion of 
the first movement after students have begun work on the piece, thus ensuring that students are on 
the right track to analyze this movement as a sonata form. I mention that the third movement is also 
in sonata form, but we do not discuss the second or third movements in detail.  
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Figure 7: Form and Analysis Assignment Guidelines 
 
 
This paper will present your analysis of a multi-movement keyboard sonata by Haydn (Sonata in 
C Major, Hob. XVI:10). In addition to your paper, you will submit an annotated copy of the score 
and an accompanying chart or diagram. You are encouraged to contact the instructor if you have 
questions or need help; however, you may not collaborate with or consult other people for 
assistance with this assignment. 
 
What to Submit: 
April 16 (Monday): 
x Paper 
x Annotated copy of score 
x Chart or diagram 
 
Required Elements: 
x Analysis of the form of each movement (both its overall form and the smaller formal units 
within the movement). 
x Comparison and contrasting of the first and third movements, including a discussion of 
similarities and differences between the movements. Your discussion should address formal 
structure as well as how other elements (e.g., melody, texture, harmony, etc.) interact with 
the form. 
x Chart or diagram that provides concurrent summaries of the forms of the first and third 
movements. This chart or diagram must show interactions between the two movements, 
not simply provide a separate summary for each movement. 
x Discussion of the trajectory of the work as a whole (including all three movements). Possible 
avenues for discussion include tonal structure (keys), tempi, dynamics, and motivic 
material. 
x Clear references to specific measures within the movements so readers can easily follow 
along with the score. Use the following conventions throughout your paper: 
o Single measure: m. 3 
o Range of measures: mm. 3–6 
o Starting a sentence with the word “measure”: Measure 3…   or: Measures 3–6… 
x The paper must feature coherent, logical, and carefully edited prose in order to meet the 
requirements of the course. 
 
Length and Format: 
The paper must contain 4–5 pages of prose (not counting the chart or other musical examples or 
figures) and must be typed in an easily legible, 12-point font and double-spaced, with 1-inch 
margins. Any sources beyond your own analysis of the piece must be cited appropriately 
according to the guidelines presented in the Chicago Manual of Style. 
 
Grading: 
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Figure 8: Form and Analysis Assignment Rubric 
 
 Excellent Competent Not Yet Competent 
Formal Chart/Diagram 
(Data)    
5% 
 
Formal information is 
accurate and complete. 
Chart/diagram shows 
interactions between 
the two movements.  
Formal information is 
mostly accurate. Some 
errors or omissions. 
Chart/diagram 
summarizes both 
movements, but with 
minimal interaction 
between them. 
Incorrect form. Many 




(Presentation)    
5% 
 
The chart/diagram is 
clear, neat, and concise. 




Contains irrelevant or 
redundant information. 
Sloppy or unreadable. 
Annotated Score    
5% 
 
All pertinent musical 
events are marked on 
the score. Annotations 
are correct, clear, and 
easily legible. 
Most pertinent musical 
events are marked on 
the score. Some errors 
or omissions. 
Annotations are fairly 
clear and legible. 
Score is not annotated; 
or score is annotated, 
but with significant 
errors and omissions. 
Annotations are sloppy 
or unreadable.  




are thorough and 
consistently accurate. 
Analytical observations 
are mostly thorough 
and accurate. Some 
errors or omissions. 
Analytical observations 
are not sufficiently 
thorough or accurate. 
Many errors or 
omissions. 
Essay (Compare/ 
Contrast Movements  






Mostly correct but 
routine comparison/ 





Essay (Discussion of 
Overall Trajectory of 






Balances broad musical 
observations with 
pertinent details. 
Mostly correct but 
routine or superficial 
discussion. Balance 
between broad musical 
observations and 
pertinent details is 
heavily skewed in one 
direction or the other. 
Minimal discussion of 
the overall trajectory of 
the work. Significant or 
pervasive errors. 
Essay (Clarity)    
20% 
Efficient writing. 
Leads reader through a 
clear discussion of the 
student’s analysis. If 
other sources are used, 
the difference between 
the student’s and the 
authors’ ideas is clear. 
Contains superfluous or 
confusing material. 
Some grammatical or 
spelling errors. Some 
things introduced but 
not explained. 
Makes little sense. 
Many grammatical or 
spelling errors. Reader 
cannot understand the 
points being made. 
Essay (Organization) 
20% 
Flows well. Leads 




embedded in the text. 
The reader can easily 
follow along with the 
score. Length and 
format of essay follow 
assignment guidelines. 
Contains some skipping 
around or mechanical 
listing of formal 
features but is 
reasonably organized. 
The reader can 
generally follow along 
with the score. Length 
and format of essay 
follow assignment 
guidelines. 
No introduction or 
conclusion. Randomly 
addresses various 
formal issues. Chart/ 
diagram is simply 
attached at the end. 
The reader finds it 
difficult to follow along 
with the score. Length 
and format of essay do 
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Setting the stage for their discussion of interactions among movements, students analyze the form of 
each movement and identify smaller forms such as periods and sentences. Students subsequently 
trace the trajectory of the composition through all three movements, choosing for discussion such 
topics as tonal structure, tempi, dynamics, and motifs. The last of these topics provides intriguing 
possibilities for analysis—all three movements open with elaborated arpeggiations of the tonic triad 
(see Example 9). William Newman also notes melodic similarities among the movements, focusing on 
the ascent from c" to g" in the first one or two bars of each movement.5 The progression between 
movements reflects a steady rise in register from one incipit to the next. Approaching the central 
rising fifth from below, the first movement includes g' as an anacrusis. The second movement begins 





5 William S. Newman, The Sonata in the Classic Era, vol. 2, A History of the Sonata Idea (Chapel Hill, NC: University of 
North Carolina Press, 1963), 139. 
 
Example 9: Haydn Keyboard Sonata in C, Hob. XVI:10/i, bars 1–2; 
Hob. XVI:10/ii, bars 1–2; Hob. XVI:10/iii, bars 1–2 
 
 
   First Movement        Second Movement 
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As part of their assignment, students compare the first and third movements and create charts or 
diagrams that provide concurrent formal summaries and show interactions between the movements.6 
These movements share many similarities; for example, they are both in sonata form with a tonic of C 
major that modulates to V. Their expositions feature non-modulating transitions that lead to HCs and 
clear medial caesuras (MC).7 Both development sections open with material based on the primary 
theme and employ harmonic sequences to reach the dominant preparation for the recapitulation. The 
recapitulations follow closely the paths set forth by their respective expositions, with minimal 
recomposition.  
 
A significant difference between the first and third movements emerges through Haydn’s inclusion of 
material in the minor dominant during the third movement’s exposition (see Section III, Example 8). 
According to László Somfai, the unexpected appearance of the minor dominant frequently plays an 
important role in major-key expositions from Haydn’s keyboard sonatas, yielding a “dramatic or often 
decidedly pathetic impression.” Somfai concludes, “It is especially telling when the major dominant 
has already been prepared as a new key area, only to slip, if momentarily, into the minor”.8 An 
analogous excursion into v after reaching a V:PAC appears in the first movement of Haydn’s String 
Quartet in C Major, Op. 9 no. 1. Exploring this string quartet in conjunction with major-key sonata 
forms from other Haydn string quartets, Adem Birson characterizes the minor dominant as an “initial 
agent of destabilization” that contributes to Haydn’s dramatic delay of the structural cadence in the 
 
6 Samantha Inman requires her Form and Analysis students to submit a draft of their diagrams for feedback before they 
complete their essays. As noted by Inman, this requirement ensures that students’ analysis of the piece precedes the 
writing of their essays; receiving formative comments from the instructor also improves the quality of students’ final 
essays. Samantha M. Inman, “Teaching Analytic Writing in the Form Classroom,” Journal of Music Theory Pedagogy 31 
(2017): 50. 
 
7 A medial caesura is the “brief, rhetorically reinforced break or gap”—usually associated with a strong HC—that divides an 
exposition into two parts (e.g., tonic and dominant). James Hepokoski and Warren Darcy, Elements of Sonata Theory: 
Norms, Types, and Deformations in the Late-Eighteenth-Century Sonata (New York: Oxford University Press, 2006), 
24. 
 
8 László Somfai, The Keyboard Sonatas of Joseph Haydn: Instruments and Performance Practice, Genres and Styles, 
trans. Charlotte Greenspan (Chicago: University of Chicago Press, 1995), 231. 
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secondary key “until the very last moments of a sonata-form exposition.”9 The scenarios described by 
Somfai and Birson are both evident in the third-movement exposition of Hob. XVI:10.  
 
Further differentiating this passage from the rest of the movement is the use of slower rhythms; while 
sixteenth notes are nearly constant throughout the movement, no rhythms shorter than an eighth 
note appear in this six-bar span. The texture is also thinner, as the right and left hands converse in 
hocket before sounding together at the HC in bar 26. These features highlight the return to the major 
mode at the anacrusis to bar 27. 
 
V. Bonus Excursion: Traveling with Sonata Theory 
 
While the pedagogical journeys outlined in this article are designed for undergraduate students, the 
piece also provides intriguing avenues for discussion by graduate students, or advanced 
undergraduates, enrolled in a course that engages with James Hepokoski and Warren Darcy’s Sonata 
Theory.10 In such a course, students can explore the first and third movements through a Sonata-
Theory lens. One noteworthy topic for exploration is the approach to the essential expositional closure 
(EEC) in the third movement (see Section III, Example 8, p. 16).11 The first V:PAC arrives in bar 20 of 
the exposition, providing a clear candidate for the EEC. Immediately following this cadence, new 
material plunges into the minor dominant, leading at last to the v:HC in bar 26. This non-elided 
cadence creates a postmedial caesura (PMC) that negates the status of the previous cadence as 
presumed EEC—the sonata is still in S-space. Recovering the major mode with the anacrusis to bar 
27, a new module of what sounds like closing material drives toward another EEC-candidate, a V:PAC 
in bar 30. This arrival is short-lived; repetition of previous material re-opens the cadence, once more 
 
9 Adem Merter Birson, “The Use of Minor Mode and Playing With Sonority in the Expositions of Haydn’s String Quartets, 
Opp. 9 and 17,” HAYDN: Online Journal of the Haydn Society of North America 4.1 (Spring 2014): 6. 
 
10 Seth Monahan provides an introductory overview of Hepokoski and Darcy’s Sonata Theory and suggests ways to 
incorporate Sonata Theory into a classroom setting. While the focus of Monahan’s article is undergraduate students, his 
suggestions can also be helpful for instructors working with graduate students. Seth Monahan, “Sonata Theory in the 
Undergraduate Classroom,” Journal of Music Theory Pedagogy 25 (2011). 
 
11 In a sonata exposition, the EEC is the first “satisfactory” PAC in the new key that goes on to different material. 
Hepokoski and Darcy, Elements of Sonata Theory, 23–24. 
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prolonging the search for the EEC. The final V:PAC, which serves as the EEC, arrives at the end of the 
exposition in bar 36, leaving no room for a closing zone in this exposition. 
 
Another fruitful topic for discussion concerns the transitions in the first and third movements. 
Although the medial caesuras—I:HC MC in both cases—are clear enough, pinning down where the 
respective transitions begin can be difficult. As shown in Example 6 (Section II, p. 11), the transition 
in the first movement (bars 5–8) opens as a consequent to the previous four-bar phrase and seems 
quite stable, without audible signs of energy-gain. In the third movement, the transition (bars 7–10) 
coincides with the continuation of a sentence begun by the primary theme (see Section II, Example 3, 
p. 9). While these observations may prompt students to conclude that something has gone awry, they 
also provide opportunities for instructors to discuss with students the importance of measuring 
seemingly idiosyncratic features against contemporaneous practice. As noted by Poundie Burstein, for 
example, both the monothematic construction and the tightly knit transition of the first movement 
reflect standard practices outlined by Heinrich Christoph Koch in his Introductory Essay on 
Composition.12  
 
When applying Sonata Theory to works by Haydn, it is important to keep in mind Hepokoski and 
Darcy’s penchant for using works by Mozart to illustrate the “norms” of their theory. Alexander 
Ludwig argues that Hepokoski and Darcy’s frequent characterization of Haydn’s music as witty or 
humorous results in “marginalizing both Haydn and his music.”13 Therefore, instructors who share 
Sonata Theory with their students may wish to emphasize the robust array of choices available to 






12 L. Poundie Burstein, “Strolling through a Haydn Divertimento with Two Heinrichs,” in Bach to Brahms: Essays on 
Musical Design and Structure, ed. David Beach and Yosef Goldenberg (Rochester, NY: Boydell & Brewer, University of 
Rochester Press, 2015), 9. 
 
13 Alexander Ludwig, “Hepokoski and Darcy’s Haydn,” abstract, HAYDN: Online Journal of the Haydn Society of North 
America 2.2 (Fall 2012). 
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As discussed in this article, Haydn’s Sonata in C Major, Hob. XVI:10, provides a fruitful analytical 
focus for students at several stages of music-theoretical study. Each pedagogical journey gives 
students opportunities to engage with this multi-movement work in its entirety. In so doing, students 
deepen their understanding of music analysis and its relevance to performance, learn to make 
connections among diverse musical features, and hone their communication skills. Because the 
pedagogical journeys are tailored to students’ respective levels of experience with music theory, 
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